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01 CONTENTION
This thesis focuses on the reproduction of detail, through 
compression and misarticulation, an artificial memory of 
its reference. The project culminates on three films of Wes 
Anderson: The Royal Tenenbaums, Moonrise Kingdom and 
The Grand Budapest Hotel.  These specific films were cho-
sen due to their cult following within the Anderson canon. 
Wes Anderson articulates his cinematic universes very 
meticulously. He uses unique methods to capture certain 
emotions in his films. A huge part of Anderson’s film worlds 
is his attention to detail. All parts of his films are deeply 
invested in maintaining the illusion of the film world he has 
created. Anderson often forfeits practicality for aestheti-
cism, making it easier to dissect the film sets.
The architectural detail is a map for construction, ensuring 
the building is built to a certain standard. They are often 
dimensional, implying a set of rules, followed to reach 
one goal. On the contrary set detail is much different. 
Although ultimately it serves the overall, it does so for the 
sake of the image, not the construction. Often construct-
ed from thin pieces of plywood built up, set details have a 
huge difference in the physicality of construction details. 
The details are not reproduced accurately in size or place 
but are different in scale and projection.
The details come from a kit assembled of exterior and 
interior elements taken directly from film stills themselves, 
giving them scale and depth where before they were 
only image. The accumulation and redistribution of these 
film details ultimately create and reference the film in 
an indirect way. By misplacing these details they aren’t 
exactly matched in the film, yet recognizable. It is in the 
objects recall of the film sincere yet contained, much like 
how Anderson treats his films. They aren’t meant to be 
faithful in reproduction but an idealized conglomeration 
reminiscent of the films themselves, an artificial memory. 

02 WES ANDERSON
The choice to focus on the films of Wes Anderson re-
lies on the fact that while Anderson is not renowned 
for the architecture in his film, he uses his set in a 
particular way, creating simply a backdrop for emo-
tion – on set design he notes ““Well I’m interested in 
the thing we can invent, the thing that’s not trying to 
be completely realistic, the thing that’s more a rep-
resentation”
Wes Anderson articulates his cinematic univers-
es very meticulously. He uses unique methods to 
capture certain emotion in his films. A huge part of 
Anderson’s film worlds is his attention to detail. All 
parts of his films are deeply invested in maintaining 
the illusion of the film world he has created.. It is in 
Anderson’s assemblage of collaged artifacts to 
create contained worlds where I am interested in 
the intersection of architecture and detail. I went 
through and watched Anderson’s film noting the 
setting, conflict and narrative, to start to digest how 
Anderson uses architecture and detail within his film 
universes. 

BOTTLE ROCKET
NARRATIVE: The story of three Texas men who decide to 
live a life of crime and become professional burglars.
SETTING: Texas
CONFLICT: Self Discovery
THEMES: Suicide, Crime, Love
“I think I know what you’ve been going through, 
man, cos I’ve been through some heavy shit 
myself. If you feel alone, like nobody in the world 
cares and nobody in the fucking world gives a 
shit, then I’m here...”8
8. Anderson, Wes, director. Bottle Rocket. Columbia Pic  
 tures, 1996.

RUSHMORE
NARRATIVE: A story of dealing with grief, as Max Fischer 
navigates the thought of a world beyond Rushmore 
Academy.
SETTING: Rushmore Academy
CONFLICT: Unrequited Love
THEMES: Uncertainty, Grief
“Well, you pulled it off.”
“Yeah, it went okay. At least nobody got hurt.”
“Except you.”9
9. Anderson, Wes, director. Rushmore. Touchstone Pic  
 tures, 1998.

THE ROYAL TENENBAUMS
NARRATIVE: A family tries to reconnect
with their estranged and
dying father.
SETTING: The Tenenbaum Household
CONFLICT: Dysfunctional Family
THEMES: Acceptance, Drugs, Suicide
“I’m going to kill myself tomorrow.”10
10. Anderson, Wes, director. Royal Tenenbaums, The.   
  Touchstone Pictures, 2001.

THE LIFE AQUATIC WITH 
STEVE ZISSOU
NARRATIVE: Steve Zissou tries to avenge his 
diving partner on a quest for the never-seen Jaguar 
Shark.
SETTING: Belafonte
CONFLICT: Human Existence
THEMES: Narcissicm, Regret, Abandonment
“Why didn’t you ever try to contact me?”
“Because I hate fathers, and I never wanted to 
be one.”11
11. Anderson, Wes, director. Life Aquatic with Steve Zis  
 sou, The. Touchstone Pictures, 2004.

THE DARJEELING LIMITED
NARRATIVE: Three bothers decide to reconnect by tak-
ing a train trip through India.
SETTING: Darjeeling Limited
CONFLICT: Brotherhood
THEMES: Suicide, Grief, Abandonment
“What do you think he looks like under all that 
tape and everything?”
“Well, I don’t know about his face, but I think his 
brain might be pretty 
traumatized.”12
12. Anderson, Wes, and Roman Coppola. The Darjeel  
 ing Limited. Fox Searchlight Pictures, 2007.

MOONRISE KINGDOM
NARRATIVE: A coming-of-age story spanning the island 
of New Panzance culminating in a violent hurricane.
SETTING: New Panzance Island
CONFLICT: Love
THEMES: Loss, Depression, Adultery, 
Abandonment
“I hope the roof flies off, and I get sucked up 
into space. You’ll be better off without me”
“Stop feeling sorry for yourself.”13
13. Anderson, Wes, director. Moonrise Kingdom. Univer  
 sal, 2012.

FANTASTIC MR. FOX
NARRATIVE: A fox is struggling to acclimate to a day job 
and decides to return to the true nature of a fox; steal-
ing chickens.
SETTING: Farm Area
CONFLICT: Identity
THEMES: Difference, Uncertainty
“We’re all different. Especially him. But there’s 
something kind of fantastic about that, isn’t 
there?”14
14. Anderson, Wes, director. Fantastic Mr. Fox. Twentieth  
 Century Fox Home Entertainment, 2011.

THE GRAND BUDAPEST 
HOTEL
NARRATIVE: The story of a murder, deceit and a hotel 
spanning over thirty years.
SETTING: The Grand Budapest Hotel
CONFLICT: Loss
THEMES: Grief, Theft
“There’s really no point in doing anything in life 
because it’s all over in the blink of an eye, and 
the next thing you know, rigor mortis sets in.”15
15. Anderson, Wes, director. “Grand Budapest Hotel.”  
 Twentieth Century Fox Home Entertainment,  
 2014.

ISLE OF DOGS
NARRATIVE: When dogs become exiled to a trash island 
outside of Japan, one boy chooses to go and rescue 
them.
SETTING: Trash Island
CONFLICT: Loyalty
THEMES: Justice, Abandonment
“ I’ve become the leader of a group of outcasts 
that depend on me for their survival, and I’m 
going to be a father. With deepest sadness and 
humility, I must ask you to relieve me of the du-
ties of my position, effective immediately.”16
16. Anderson, Wes, director. Isle of Dogs. Fox Searchlight 
 Pictures , 2018.

03 DETAIL
The architectural detail is a map for construction, en-
suring the building is built to a certain standard. They 
are often dimensional, ensuring the proper build. It 
implies a set of rules, followed to reach one goal. 
Marcel Breuer writes, “Today our details tend to exist 
solely for the service of the whole structure, and be-
come inherent particles of the whole . . . so much so 
that details almost fuse completely with the greater 
architectural form to the point where it’s difficult to 
separate them”. The architectural detail isn’t often 
appreciated on its own, rather as a function for the 
whole. The detail becomes obsolete unless given a 
greater function with its parts.

On the contrary set detail is much different. Although 
ultimately it serves the overall, it does so for the sake 
of the image, not the construction. Often construct-
ed from thin pieces of plywood built up, set details 
have a huge difference in the physicality of con-
struction details. The set design “detail” or “section” 
is often open ended. A set design serves no purpose 
other than often times a backdrop, no matter how 
grand. There is no say whether the depth of a win-
dow has to be 6 inches or 6 feet. If it is for the sake of 
a good image, the accuracy of the detail doesn’t 
matter.
03 DETAIL
Details from Northwood Anne Dou Inc.
Image from Fox Searchlight Pictures
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01 REFERENCE + INSPIRATION
The setting for the Royal Tenenbaums would be 
Anderson’s first exploration into building his own 
sets. In this case Anderson stumbled upon the 
apartment at 339 Convent Street in New York City.  
Slide 14 – For him it showcased the whole image of 
a family confined to one home.
Slide 15 - The home itself happened to have been 
recently sold and Anderson was able to rent it for 
six months, completely transforming it himself to 
the exquisitely unique Tenenbaum home. 
Images
Exteriors of Chas H. Tuttle Mansion at 339 Convent Ave-
nue New York, NY

02 FILM + CONSTRUCTION 
DETAIL
ROYAL TENENBAUM AND HIS WIFE, ETHELINE, HAD 
THREE CHILDREN - CHAS, MARGOT, AND RICHIE - 
AND THEN THEY SEPERATED. CHAS STARTED BUYING 
REAL ESTATE IN HIS EARLY TEENS AND SEEMED TO 
HAVE AN ALMOST 
PRETERNATURAL UNDERSTANDING OF INTERNATION-
AL FINANCE. MARGOT WAS A PLAYWRIGHT AND 
RECEIVED A BRAVERMAN GRAND OF $50,000 IN THE 
NINTH GRADE. RICHIE WAS A JUNIOR CHAMPION 
TENNIS PLAYER AND WON THE U.S. NATIONALS THREE 
YEARS IN A ROW. VIRTUALLY ALL MEMORY OF THE 
BRILLIANCE OF THE YOUNG
TENENBAUMS WAS SUBSEQUENTLY ERASED BY TWO 
DECADES OF BETRAYAL, FAILURE, AND DISASTER
To start the dissection of the film itself I decided to take 
apart the setting as a building, but also as a film set. For 
each film I chose four architectural details of significant 
interest in the building, mostly focusing on windows, 
doors and roofs. I tried to as accurately design the de-
tails. Noting the similarities and differences in the designs 
themselves and the image they produce.
 From the elevation there are truly only different in 
depth and material, but often times the material differ-
ence isn’t noticed. The depth does make a difference 
in how the overall image is conceived.
Another key difference between the architectural de-
tail and film set details would be the angle at which the 
set is shot. Obviously film sets can only look “correct” if 
shot from certain angles.
THE TENENBAUM HOME
THE CITY
EST. 2001
Detail 1A: Architectural Detail
Detail 1B: Set Design Detail
Detail 2A: Architectural Detail
Detail 2B: Set Design Detail
Detail 3A: Architectural Detail
Detail 3B: Set Design Detail
Detail 4A: Architectural Detail
Detail 4B: Set Design Detail
03 COLLECTION OF DETAIL
An amazingly large part of what makes Anderson’s 
visuals so appealing is his extreme attention to color. In 
order to reproduce this detail it was important to curate 
color palettes for each film and stick strictly in this color 
range.
A huge part of reference to the films are their significant 
objects. While the films probably have a plethora of 
reference, I chose four from the film and simplified them 
in order to give the association to their origin.
Ballroom Rug
Margot’s Cigarette Pack
Tenenbaum Children’s Book
Eli Cash’s Cowboy Hat



Figure 1: Film Object Axonometric
A combined kit of details from exterior and interior architec-
tural references using the images from the films Most of these 
details existed in the sense of image, often represented as 
backdrop; this kit extracts them and gives them dimension. 
Figure 2: Object Scale Axonometric
Figure 2 shows how the details can be mis-scaled and have 
a new representation and read differently because of scale.
04 ARTIFICIAL MEMORY
For Anderson the world is dependent on the perfect 
image, whereas the real world is dependent on the 
elements existing within it. His worlds are simply never 
believable, but that only lends to the mediation of the 
emotional narrative delivered within the films themselves.
The studies of detail, exterior and interior drawings them-
selves contain portions of memory, each time more 
skewed than the last eventually leading to a compres-
sion of reference. First there are the true and original 
references for the films architectural sets, Anderson ad-
mitting their existence as skewed because perception 
through photograph is much different than reality. Then 
takes place another translation of reference to film, yet 
another distortion this time for the sake of image and 
backdrop. The film takes the architecture and deprioritiz-
es it in that it is also the compression of detail, from a true 
architectural moment to the simplicity of a set design, 
losing authenticity.
These final visuals, each representing their own film is a 
third compression, further twisted becoming another 
artificial memory. The accumulation and distribution of 
these film details ultimately create and reference the 
film in an indirect way. It takes the DNA of the set, and 
creates the artificial memory. They are a distortion of 
recognition but ultimately the visuals rely on memory 
being based at a single viewpoint misinterpreted in its 
own way. The elements would not normally have relation 
to one another but because of the reference to Ander-
son they read as one. Each large-scale projection has 
smaller moments, interaction of each stage of the scale 
between film moments and the stage set, stage set and 
original reference and completely new moments of cir-
culation or spatial awareness where there was none.





05 VIEWMASTERS
The ViewMasters accompanying each visual represent 
the transition the details go through to reach their final 
state. The first image represents the reference or original 
state the details are in. The second image is a film still 
that shows the fragile world of Wes Anderson and how 
the detail is interpreted. The third image is how the detail 
is once again reinterpreted.
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01 REFERENCE + INSPIRATION
Anderson wrote Moonrise Kingdom with Roman 
Coppola intending it to be a childhood romance 
set in a Northeastern like “Norman Rockwell Amer-
icana”. He scouted various locations like Thou-
sand Islands and and the Clingstone house in 
Narragansett Bay, Rhode Island. Ultimately Ander-
son ended up using Conanicut Island light, an old 
lighthouse as the exterior inspiration for the Bishop 
home. 
The light house itself didn’t work for shooting pur-
poses but is used in far away scenes, one was re-
built for the scenes depicted in the front yard and 
immediate area.
Struggling to find an interior that fit his standards 
and style of shooting, Anderson decided to build 
the entire interior of the Bishop Home on the inside 
of a former Linen n’ Things. This gave Anderson the 
freedom to build the sets in a way that served the 
image first. 
Image Captions (L - R)
Clingstone in Narragansett Bay, RI
Conanicut Island Light in Jamestown, RI
Clingstone in Narragansett Bay, RI
Interior in Comfort Island, NY
House in Comfort Island, NY
Conanicut Island Light in Jamestown, RI

02 FILM + CONSTRUCTION 
DETAIL
SET ON AN  ISLAND OFF THE NEW ENGLAND 
COAST, SUMMER OF 1965, TWO TWELVE-YEAR-
OLDS SAM AND SUZY, FALL IN LOVE, MAKE A 
SECRET PACT, AND RUN AWAY TOGETHER INTO 
THE WILDERNESS. AS LOCAL AUTHORITIES TRY TO 
HUNT THEM DOWN, A VIOLENT STORM IS 
BREWING OFFSHORE - AND THE PEACEFUL 
ISLAND COMMUNITY IS TURNED UPSIDE DOWN IN 
EVERY WHICH WAY.
To start the dissection of the film itself I decided to take 
apart the setting as a building, but also as a film set. For 
each film I chose four architectural details of significant 
interest in the building, mostly focusing on windows, 
doors and roofs. I tried to as accurately design the de-
tails. Noting the similarities and differences in the designs 
themselves and the image they produce.
 From the elevation there are truly only different in 
depth and material, but often times the material differ-
ence isn’t noticed. The depth does make a difference 
in how the overall image is conceived.
Another key difference between the architectural de-
tail and film set details would be the angle at which the 
set is shot. Obviously film sets can only look “correct” if 
shot from certain angles.
THE BISHOP HOME
NEW PENZANZE ISLAND
EST. 2012
Detail 1A: Architectural Detail
Detail 1B: Set Design Detail
Detail 2A: Architectural Detail
Detail 2B: Set Design Detail
Detail 3A: Architectural Detail
Detail 3B: Set Design Detail
Detail 4A: Architectural Detail
Detail 4B: Set Design Detail
03 COLLECTION OF DETAIL
An amazingly large part of what makes Anderson’s 
visuals so appealing is his extreme attention to color. In 
order to reproduce this detail it was important to curate 
color palettes for each film and stick strictly in this color 
range.
A huge part of reference to the films are their significant 
objects. While the films probably have a plethora of 
reference, I chose four from the film and simplified them 
in order to give the association to their origin.
Sam’s Glasses
The Yellow Suitcase
Suzy’s Book Collection
The Bishop’s Records



Figure 1: Film Object Axonometric
A combined kit of details from exterior and interior architec-
tural references using the images from the films Most of these 
details existed in the sense of image, often represented as 
backdrop; this kit extracts them and gives them dimension. 
Figure 2: Object Scale Axonometric
Figure 2 shows how the details can be mis-scaled and have 
a new representation and read differently because of scale.
04 ARTIFICIAL MEMORY
For Anderson the world is dependent on the perfect 
image, whereas the real world is dependent on the 
elements existing within it. His worlds are simply never 
believable, but that only lends to the mediation of the 
emotional narrative delivered within the films themselves.
The studies of detail, exterior and interior drawings them-
selves contain portions of memory, each time more 
skewed than the last eventually leading to a compres-
sion of reference. First there are the true and original 
references for the films architectural sets, Anderson ad-
mitting their existence as skewed because perception 
through photograph is much different than reality. Then 
takes place another translation of reference to film, yet 
another distortion this time for the sake of image and 
backdrop. The film takes the architecture and deprioritiz-
es it in that it is also the compression of detail, from a true 
architectural moment to the simplicity of a set design, 
losing authenticity.
These final visuals, each representing their own film is a 
third compression, further twisted becoming another 
artificial memory. The accumulation and distribution of 
these film details ultimately create and reference the 
film in an indirect way. It takes the DNA of the set, and 
creates the artificial memory. They are a distortion of 
recognition but ultimately the visuals rely on memory 
being based at a single viewpoint misinterpreted in its 
own way. The elements would not normally have relation 
to one another but because of the reference to Ander-
son they read as one. Each large-scale projection has 
smaller moments, interaction of each stage of the scale 
between film moments and the stage set, stage set and 
original reference and completely new moments of cir-
culation or spatial awareness where there was none.





05 VIEWMASTERS
The ViewMasters accompanying each visual represent 
the transition the details go through to reach their final 
state. The first image represents the reference or original 
state the details are in. The second image is a film still 
that shows the fragile world of Wes Anderson and how 
the detail is interpreted. The third image is how the detail 
is once again reinterpreted.
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01 REFERENCE + INSPIRATION
The Grand Budapest Hotel came from a multitude 
of inspirations of grand European hotels. Spe-
cifically he was inclined to shoot the film at the 
Grandhotel Pupp or the Hotel Imperial in Karlovy 
Vary, Czech Republic. The place Anderson was 
trying to capture came from inspiration from old 
pictoographs, but when he actually went to these 
places he realized that the place he envisioned 
only existed through the image he had seen, it 
had changed over time leaving behind the idyllic 
scene existing simply as that, an image.
Anderson combined these various hotels, using 
elements to suit his specific ideas. Ultimately not 
being able to find this perfect vision of a hotel, 
Anderson built a 1:18 scale model for the exteri-
or shots of the film. In some cases of an exterior 
close-up there was a small set piece built. The in-
terior was completely built up from an old depart-
ment store in Gorlitz, Germany. 
Image Captions (L - R)
Grandhotel Stockholm in Stockholm, Sweden
Grandhotel Pupp in Karlovy Vary, Czech Republic
Haus Hirt in Austria
Grandhotel Pupp in Karlovy Vary, Czech Republic
Hotel Imperial in Karlovy Vary, Czech Republic
Danubius Hotel Gellert in Budapest, Hungary

02 FILM + CONSTRUCTION 
DETAIL
RECOUNTS THE ADVENTURES OF GUSTAVE H, A 
LEGENDARY CONCIERGE AT A FAMOUS EUROPE-
AN HOTEL BETEEEN THE WARS, AND ZERO MOUS-
TAFA, THE LOBBY BOY WHO BECOMES HIS MOST 
TRUSTED FRIEND. THE STORY INVOLVES THE THEFT 
AND RECOVERY OF A PRICELESS RENAISSANCE 
PAINTING AND THE BATTLE FOR AN ENORMOUS 
FAMILY 
FORTUNE - - ALL AGAINST THE BACKDROP OF 
A SUDDENLY AND DRAMATICALLY CHANGING 
CONTINENT.
To start the dissection of the film itself I decided to take 
apart the setting as a building, but also as a film set. For 
each film I chose four architectural details of significant 
interest in the building, mostly focusing on windows, 
doors and roofs. I tried to as accurately design the de-
tails. Noting the similarities and differences in the designs 
themselves and the image they produce.
 From the elevation there are truly only different in 
depth and material, but often times the material differ-
ence isn’t noticed. The depth does make a difference 
in how the overall image is conceived.
Another key difference between the architectural de-
tail and film set details would be the angle at which the 
set is shot. Obviously film sets can only look “correct” if 
shot from certain angles.
THE GRAND BUDAPEST HOTEL
ZUBROWKA
EST. 2014
Detail 1A: Architectural Detail
Detail 1B: Set Design Detail
Detail 2A: Architectural Detail
Detail 2B: Set Design Detail
Detail 3A: Architectural Detail
Detail 3B: Set Design Detail
Detail 4A: Architectural Detail
Detail 4B: Set Design Detail
03 COLLECTION OF DETAIL
An amazingly large part of what makes Anderson’s 
visuals so appealing is his extreme attention to color. In 
order to reproduce this detail it was important to curate 
color palettes for each film and stick strictly in this color 
range.
A huge part of reference to the films are their significant 
objects. While the films probably have a plethora of 
reference, I chose four from the film and simplified them 
in order to give the association to their origin.
The Boy with the Apple
The Author’s Book
The Carpet
Mendl’s Pastry Box



Figure 1: Film Object Axonometric
A combined kit of details from exterior and interior architec-
tural references using the images from the films Most of these 
details existed in the sense of image, often represented as 
backdrop; this kit extracts them and gives them dimension. 
Figure 2: Object Scale Axonometric
Figure 2 shows how the details can be mis-scaled and have 
a new representation and read differently because of scale.
04 ARTIFICIAL MEMORY
For Anderson the world is dependent on the perfect 
image, whereas the real world is dependent on the 
elements existing within it. His worlds are simply never 
believable, but that only lends to the mediation of the 
emotional narrative delivered within the films themselves.
The studies of detail, exterior and interior drawings them-
selves contain portions of memory, each time more 
skewed than the last eventually leading to a compres-
sion of reference. First there are the true and original 
references for the films architectural sets, Anderson ad-
mitting their existence as skewed because perception 
through photograph is much different than reality. Then 
takes place another translation of reference to film, yet 
another distortion this time for the sake of image and 
backdrop. The film takes the architecture and deprioritiz-
es it in that it is also the compression of detail, from a true 
architectural moment to the simplicity of a set design, 
losing authenticity.
These final visuals, each representing their own film is a 
third compression, further twisted becoming another 
artificial memory. The accumulation and distribution of 
these film details ultimately create and reference the 
film in an indirect way. It takes the DNA of the set, and 
creates the artificial memory. They are a distortion of 
recognition but ultimately the visuals rely on memory 
being based at a single viewpoint misinterpreted in its 
own way. The elements would not normally have relation 
to one another but because of the reference to Ander-
son they read as one. Each large-scale projection has 
smaller moments, interaction of each stage of the scale 
between film moments and the stage set, stage set and 
original reference and completely new moments of cir-
culation or spatial awareness where there was none.





05 VIEWMASTERS
The ViewMasters accompanying each visual represent 
the transition the details go through to reach their final 
state. The first image represents the reference or original 
state the details are in. The second image is a film still 
that shows the fragile world of Wes Anderson and how 
the detail is interpreted. The third image is how the detail 
is once again reinterpreted.
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